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Abstract 
Creative industries’ significance is growing in recent years, be it 
because some governments consider them as a strategic sector to 
develop for stronger cultural and economic power, or because of the 
commitment of creative labour as well as the growing interest from the 
mass. While in Hong Kong, there is a rising admiration to Taiwan. The 
place has become a popular tourist destination; some people are 
looking into possibility of emigrating there. One of the reasons is 
Taiwan’s presumably better atmosphere for culture and for creative 
industries. However, it does not mean that these industries and 
creative labour can envisage a rewarding environment. There are still 
struggles and challenges. Emergence of digital culture has implied big 
impact to production, ‘rationale of game’ and even the expectation of 
audience. Creative labour respond to challenges by adapting to the 
changing environment, facing the new ecology and competition 
triggered by digital culture, combating the existing unrewarding system. 
With WOW Music, a record label in Hong Kong, as the community 
partner, this qualitative research investigates one of the creative 
industries, music industry. It is set from the perspective of creative 
labour and aims to answers these research questions: how difficult are 
the conditions of music industry in Hong Kong and Taiwan? How do 
creative labour survive? How do different factors affect the survival of 
creative labour in the industry? Has Taiwan outclassed Hong Kong in 
terms of room of survival? This paper delves into room of survival in the 
music industry at an approach of comparing Hong Kong and Taiwan, 
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through interviewing eight respondents from music industry (four from 
each place). 
This study applies Pierre Bourdieu’s thesis on field of production to 
sketch music industry, i.e. identify the agents of the field: the state, 
audience and creative labour. Besides, the overall mentality, 
contributing to the atmosphere affecting music industry of Hong Kong 
and Taiwan, is also taken into account. In order to outline the field with 
better understanding, this paper adopts David Hesmondhalgh and 
Sarah Baker’s good and bad work model to depict the unfavourable 
features (such as long working hours, low wages and overwork etc.) of 
the music industry. While Taiwan enjoys better state support and 
atmosphere for creative industries, logic within the field shows great 
degree of similarity to that of Hong Kong.  
Bourdieu’s concepts of different forms of capital are applied to 
understand the survival strategies. It is found that creative labour 
mostly prioritise cultural capital (i.e. their music capability and 
knowledge) as the important form of resources to live on. Other forms 
of capital included social capital (i.e. social connections), symbolic 
capital (i.e. the degree of recognition and prestige one accumulates 
with the use of different forms of capital) and economic capital (i.e. 
money). Economic capital is comparatively what creative labour rely on 
the least. 
Another major finding is the role of flexibility and perseverance of 
creative labour in their survival. In the end, it leaves a strong 
impression that creative labour of music industry, wherever Hong Kong 
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or Taiwan, do recognise the difficulty in the vocation they have picked. 
However, they by all means embrace the challenges, as if they are the 
greenery sprouting in the cracks of wall, by adapting to the changes in 
the industry and creating their own room of survival. This paper 
concludes by firstly, suggesting possible further implication of looking 
from a top-down perspective to see what practical measures can be 
applied on a macro sense, in response to the struggles and efforts of 
creative labour; secondly, acknowledging the difference in Hong Kong 
and Taiwan; thirdly, restating the means and virtues for survival in 
music industry shared by creative labour of both places.  
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1. Introduction 
‘Music does not die, what could die is only the music business.’1 This 
comment from a respondent of this research has probably pinpointed 
the essence of this paper’s discussion.  
This introduction aims to bring out two messages: firstly, the 
challenging environment of the music industry and creative labour’s 
survival inside; secondly, the idea of how Hong Kong and Taiwan are 
often compared, especially their room for creative industries. 
Music industry, being part of the creative or cultural industries2, with a 
core of creativity, is full of imagination, possibilities and notably fast 
changes. In recent time, this already-fast-changing industry has 
encountered many challenges. To earn a living in it, no matter as a 
company, a group or an individual, is difficult. 
One key factor influencing the industry is the emergence of the Internet 
and digital culture. The production of artificial scarcity is a main way of 
making profits in the cultural industries, while digitalisation makes the 
copying of information easy, the recording industry was the first to face 
the threat (Hesmondhalgh, 2013, pp. 341-342). 
To look at the worldwide development, according to the Global Music 
Report 2016: State of the Industry Overview by IFPI3, there have been 
two decades of almost uninterrupted decline, only till 2015, recorded 
music finally enjoyed measurable revenue growth globally. 
                                                
1 Tay, Interview 3. 
2 In this paper, despite that the difference of the two terms is acknowledged, the two 
will be interchangeably used for the convenience of applying the information and 
findings. Explanation will be elaborated in the later parts. 
3 See numbers in Appendix 1. 
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Consumption of music was exploding in different places. Another 
‘milestone’ is how digital revenues have overtaken the income from 
physical formats for the first time. What we can see from these are 
firstly, the business environment is difficult; secondly, the industry is 
adapting to the digital age which significance is strong. 
However, creative labour do not totally benefit from these positive 
traces, as the report found that revenues are not being fairly returned 
to rights holders, due to licensing and policing, there is constraint to 
revenue growth for artists, record labels and rights holders.  
Revenues and ways of doing music are just part of how digitalisation 
affects the industry. Display, transmission and recombination of 
products with contexts including websites also need to be taken care of 
(Goggin, 2012, p.16). The interaction with network on social media is 
vital nowadays (ibid, p.23). There are new forms of ‘being in the 
industry’. One very obvious example would be YouTubers who perform 
on their own online channels; we are seeing more of such. In an era 
which the Internet highly matters, the music industry and creative 
labour need to adjust or plan strategies ahead to accommodate the 
trend. 
Emergence of digital culture is not the only factor that makes the music 
industry difficult. Rise of other entertainments and change in taste of 
audience etc. are to be considered; yet, there are still creative labour 
striving in this industry.  
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In recent years, Taiwan has been popular to Hong Kong people4. Many 
Hong Kong people look up to the sense of culture, condition and 
atmosphere for creative and cultural industries of Taiwan. This study 
aims to find out how justified these presumptions are, this paper thus 
investigates the room of survival within the music industry at the 
comparison of Hong Kong and Taiwan.  
 
2. Research objectives 
This is qualitative research that collected data from interviews with 
practitioners in music industry in Hong Kong and Taiwan: four Hong 
Kong and four Taiwan practitioners. 
It aims to respond to the following research questions in the light of 
comparing Hong Kong and Taiwan: how difficult is the music industry? 
How do creative labour survive? Does Taiwan completely outclass 
Hong Kong in terms of doing creative industries (music in this case)? 
 
3. Background of WOW Music 
The community partner of this research is WOW Music5, a record label 
which manages artists, does album, carries out marketing work and 
holds events; its business is related to both Hong Kong and Taiwan. 
                                                
4 According to an article in Apple Daily (Taiwan) written by Taiwanese writer, previous 
Chief Editor of City Magazine (Hong Kong), Tieh-chih Chang, part of the reasons of 
why Hong Kong people admire Taiwan is how they yearn for ‘aesthetics in life’, 
‘culture among the alleys’ (in Taiwan) and the awareness of culture reservation 
(Chang, 2013).  
5 As introduced on the official website: http://www.wowmusic.hk/ , WOW Music was 
established in March, 2007. With the wide range of music and related products they 
cover, from local, to Asian and international, as well as the business variety they hold, 
WOW Music sees the development of the industry over the years and across places. 
They provide important insights and connections in study of the industry in Hong 
Kong and Taiwan. 
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In this paper, WOW Music has given generous support and been a 
suitable community partner especially with their business related to 
both targeted places. Some of the interviewees are members of the 
brand or connections via them. They have provided very useful data 
and played a significant role in this research.  
 
4. Literature review 
This research mainly applies Pierre Bourdieu’s study in the field of 
cultural production and concepts of different forms of capital, as well as 
David Hesmondhalgh and Sarah Baker’s model of good and bad work, 
to map out music industry and investigate the survival of creative 
labour. Before elaborating on these theories and concepts, section 4a 
and 4b provide remarks on the terms ‘cultural industries’, ‘creative 
industries’ and ‘creative labour’, so as to clarify the scope of study and 
to establish better understanding of nature of the music industry and 
creative labour. 
 
4a. Literature review—a note on cultural or creative industries 
Music industry, by definition, can fall into both the categories of cultural 
industries and creative industries6. The two terms hold difference in 
aspects such as origin, definition, applying context etc. Though they 
overlap by nature to certain extent, they cannot be seen as totally the 
                                                
6 Cultural industries, simply speaking, are institutions which are most directly engaged 
in ‘the production of social meaning’, therefore almost all definitions of the cultural 
industries include television, radio, music recording, publishing etc. (Hesmondhalgh, 
2013, p.16) As for creative industries, taking the significant definition made by the UK 
Department of Culture, Media and Sport (DCMS), music is one of the thirteen sectors 
as constituting the creative industries (Flew, 2014, p.124).  
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same thing. Detailed interpretation of the two terms can be found in 
footnotes 7 and 8 but in short, ‘cultural industries’7 does not only define 
institutions engaged in producing social meaning, it is also a concept 
originated with the intention to highlight the commodification of culture; 
while ‘creative industries’8 can be seen as activities which started with 
individual creativity and have the potential for wealth and job creation, 
this can be understood at an economic level. There are two reasons to 
make a note on the two terms, relating to music industry. 
Firstly, by interpreting the two terms, we can see a rough idea of how 
music industry, as one of the cultural or creative industries, is in the 
social context. From the definition above, we know the industry is about 
economic and being commodified. Cultural goods come with high 
production costs, certain amount of investment of time and resources 
but suffer from low reproduction cost and difficulty in predicting which 
products would achieve success (Hesmondhalgh, 2008, p.553).  
At the same time, we see that music industry carries the essence of 
                                                
7 ‘Cultural industries’ is a concept which origins can be traced to the two German-
Jewish philosophers associated with the Frankfurt School of Critical Theory, Theodor 
Adorno and Max Horkheimer. In a nutshell, they intended to raise their views on how 
culture had almost entirely lost the capacity to be a ‘utopian critique’ due to how it had 
been commodified by the term ‘cultural industry’. While the word ‘industry’ turned to 
be plural form was a result of how the French cultural industries sociologists thought 
that the original term has assumed all different forms of cultural production coexist 
and obey the same logic, which is an assumption they disagreed because they 
believed that cultural production could be much more complex (Hesmondhalgh, 2013, 
pp.23-24). 
8 The term ‘creative industries’ can be defined in many different ways. In 1998, the 
DCMS defined creative industries as ‘those activities which have their origin in 
individual creativity, skill and talent which have the potential for wealth and job 
creation through the generation and exploitation of intellectual property’. The rise of 
creative industries can also be seen on the economic level where countries identify 
the contribution of the sector to the economy. The United Nations Conference on 
Trade and Development (UNCTAD), in 2010, also defined the creative industries as 
those ‘involved in the production, distribution and circulation of cultural goods and 
services’ (Flew, 2014, p.123). As a whole, the rise of creative industries is as well 
boosted by a mix of economic, social and cultural factors, together with a strong 
public policy overlays (ibid, p.125). 
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creativity and production of social meaning. That is to say, music 
industry is complex with the coexistence of, and sometimes struggles 
between, money terms and creation.  
Secondly, despite the underlying differences, cultural industries and 
creative industries are sometimes seen as alternatives to each other 
(Hesmondhalgh, 2013, p.23). Countries or organisations have their 
own preferences and some would even use the hybrid term ‘cultural 
and creative industries’ (Flew, 2014, p.123). This paper does not aim to 
examine the definitions of the two, it acknowledges the underlying 
distinctions among them and takes the general understanding and 
interchangeably apply the information gleaned from study of the two 
terms. 
 
4b. Literature review—defining creative labour 
Here the definition of creative labour is taken in reference with David 
Hesmondhalgh and Sarah Baker’s Creative labour: Media work in three 
cultural industries (2011). They compressed ‘creative work in the 
cultural industries’ to the term ‘creative labour’. Cultural industries 
involve more on ‘symbol-making’, ‘the kinds of interpretive knowledge’ 
as the main focus of activities; there is ‘communication of knowledge to 
audiences’, instead of mere instrumental purpose. That said, they refer 
to the work of journalists than to input data. The term ‘creative labour’ 
also refers to the work of all groups, from primary creative personnel, to 
craft and technical workers, creative managers, administrators and 
executives etc., covering part of the ‘organisational division of labour’ 
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(Hesmondhalgh & Baker, 2011, p.9). 
With the hope of understanding the landscape of music industry better, 
I take this broad sense in Hesmondhalgh and Baker’s definition. Data 
is collected from creative labour including composers, performers, 
record label or music brand director, who are involved in the work of 
‘symbol-making’, creating ‘interpretive’ products, catering for 
communication with audiences; at the same time, being part of the 
division of labour. 
 
4c. Literature review—the field of cultural production 
To look at the survival, it is essential to understand the environment; 
this paper studies the music industry, it is important to find out the 
ecology shaped with the actions of the involved units within. Pierre 
Bourdieu’s work in the field of cultural production would be used. His 
work outlines a field’s system, positions of different roles and the inter-
related disposition among them. 
Bourdieu has become a main theoretical authority in the critical study 
of cultural practices since the early 1970s (Johnson, 1993, p.2). 
Bourdieu’s most significant work on cultural production is in two English 
books, The Field of Cultural Production (1993) and The Rule of Art 
(1996 and published in France as Les Règles de l’art, 1992) 
(Hesmondhalgh, 2006, p.211).  
Music is a field of cultural production by Bourdieu’s understanding. By 
the term, he aimed at a very broad understanding of culture, upholding 
the tradition of classical sociology, covering science (includes social 
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science), law and religion, expressive-aesthetic activities such as art, 
literature and music, only that there is also an overwhelming focus on 
art and literature (ibid, p.212). 
As outlined by John B. Thompson, field is ‘a structured space of 
positions in which the positions and their interrelations are determined 
by the distribution of different kinds of resources or “capital”’ (ibid). In 
this structured space, agents ‘act and react in specific situations in a 
manner that is not always calculated’, rather, there is a set of 
dispositions which create practices and perceptions. This is habitus, 
which is sometimes understood as a ‘feel for the game’, in Bourdieu’s 
study. Habitus is an outcome of ‘long process of inculcation’, starting in 
childhood and then turned into a ‘second sense’. As a system of 
‘durable, transposable dispositions’, habitus also works as ‘structured 
structures to function as structuring structures’ (Johnson, 1993, p.5). 
That sees the mutual shaping of the structures and the habitus. 
Even if agents in the field attain the ‘feel of the game’, there should be 
‘rules of game’ for them to look at. In Bourdieu’s study, doxa is what 
this referred. Doxa are ‘shared but unquestioned opinions and 
perceptions’ inside the comparatively autonomous fields and doxa 
determine the practices and attitudes through habitus of the agents 
within it. Those are some beliefs or opinions intimately related to field 
and habitus (Deer, 2012, p.115). 
If the field is a game, habitus is the ‘feel for the game’, doxa is the 
‘rules of the game’, then capital would be the bargaining chips of 
players (agents). Capital, by definition, is accumulated labour in either 
 16 
materialised or embodied form, that is applied on an exclusive basis by 
the agents within a field, with the aim to make use of social energy in 
the form of living labour. Bourdieu believed capital is what makes the 
game of society possible to have miracle and something more than 
mere chance. Agents need to accumulate capital along time and use it 
to produce profit or create opportunities (Bourdieu, 1986, p.15). Capital 
mainly comes in three forms, economic9, cultural10 and social11 (ibid, 
p.16); agents would look to make capital by symbolic apprehension, 
with knowledge or misrecognition and recognition, together with the 
intervention of the habitus, as a ‘cognitive capacity’ which is socially 
constituted and that is symbolic capital12 (ibid, p.27). Symbolic capital 
and cultural capital are particularly vital in the field of cultural 
production (ibid).  
Bourdieu also outlined the field of cultural production with the field of 
power. Appendix 2 is a figure adopted by David Hesmondhalgh’s work 
(2006) which illustrates the ideas. Key points are how the field of power 
is ‘characterised by high levels of economic capital and low levels of 
                                                
9 Economic capital is what can be immediately and directly converted into money and 
can be ‘institutionalised in the form of property rights’ (Bourdieu, 1986, p.16).   
10 Cultural capital comes in three states. One is the embodied state which is a kind of 
‘long-lasting dispositions of the mind and body, the accumulation of such is in the 
form of culture and cultivation. Another form is the objectified state, which means in 
the form of cultural goods; the third form is the institutionalised state, which can be 
seen in educational qualifications and is a way ‘neutralising’ properties that resulted in 
embodied form of capital can be limited by the biological limits (ibid, pp.17-20). 
11 Social capital is ‘the aggregate of the actual or potential resources which are linked 
to the possession of a durable network of more or less institutionalised relationships 
of mutual acquaintance and recognition’, which is a kind of ‘membership in a group’. 
An agent’s volume of social capital also relies on the network of connections he or 
she can mobilise effectively, as well as the volume of other forms of capital owned by 
him and via to whom he is connected (ibid, p.21).  
12 Symbolic capital refers to how capital (in whatever form) is represented and 
apprehended symbolically. It is related to, more precisely, recognition (ibid, p.27). It is 
degree of accumulated prestige, celebrity or honours founded on knowledge and 
recognition (Johnson, 1993, p.7). 
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cultural capital’, while the field of cultural production is ‘constituted by 
low levels of economic capital and high levels of cultural capital’. 
Production of some goods would be influenced by the dominant class 
who are those bear the characteristics of the field of power. The level 
of autonomy of creation is often heteronomous, especially mass 
production, which is to certain extent affected by outside rule 
(Hesmondhalgh, 2006, pp.213-214). This paper does not aim to do 
thorough discussion on creative labour’s autonomy, but from this 
interpretation by Bourdieu, we can see the struggle between the 
general environment and the cultural production, as well as the 
complexity in the field and work of creative labour.  
To put it short, to understand the music industry with Bourdieu’s field of 
production, it means to look at the industry as a field, to find out the 
different positions or roles, which are agents; to see the agents, with 
the habitus, negotiate with the doxa. After understanding the industry 
as a field, it is important to investigate how creative labour (agents) 
accumulate and apply different forms of capital to live in the structured 
field of music industry. The interconnected nature between different 
parties and roles is key to note. 
 
4d. Literature review—the model of good and bad work by David 
Hesmondhalgh and Sarah Baker 
Bourdieu’s ‘field theory’ is definitely constructive but to some scholars, 
they may want to develop further to cover the contemporary cultural 
production better; David Hesmondhalgh is one of them. 
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Hesmondhalgh acknowledges Bourdieu’s work on cultural consumption 
as ‘remarkably comprehensive’, however he also sees the ‘important 
limitations when it comes to analysing contemporary cultural 
production’ especially because Bourdieu had said little about large-
scale and heteronomous commercial cultural production (ibid, pp.217-
218). 
Hesmondhalgh (together with Sarah Baker) as well is aware of Marx’s 
concept of alienation drawing to the fact that many people in modern, 
capitalist societies may find their work lacking meaning and purpose, 
building on this, he wants to analyse more on the subjective experience 
of workers (Hesmondhalgh & Baker, 2011, p.15). I cannot assert the 
extent of how the above observed inadequacy has contributed to the 
formation of model of good and bad work (2011), but as a matter of 
fact, David Hesmondhalgh and Sarah Baker who developed the model, 
aims to look for a way of advancing understanding of creative work and 
look into the complexity in defining the favourable and unfavourable 
conditions of creative labour (ibid, p.2). 
Therefore, to pursue comprehensiveness in outlining some features of 
the music industry and to learn more about the creative labour’s 
survival, the model of good and bad work would be referenced. 
Hesmondhalgh and Baker discussed about the complexity in 
understanding work as a good or bad one. Marx at his time claimed 
that money is what masked ‘the social relationships between the things 
in our world’; the ‘fetishism of commodities’ of us resulted in how ‘social 
division of labour, based on exploitation and inequality’ in our society. 
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Workers under capitalism would feel a lack of meaning, do not feel 
themselves during work and think they are forced labour, especially 
they feel alienation due to how they feel alienated from the final 
products that they are part of the production (ibid, pp.25-26).  
Yet, as sociologist Robert Blauner suggested, human happiness is not 
solely influenced by alienation. Hesmondhalgh and Baker drilled in 
further on the complexity of work by pushing it beyond alienated or not 
to good or bad, developing the multi-facet understanding which 
includes, the particularly important elements, autonomy13 and self-
realisation14 (ibid, pp.27-33). 
Success in internal rewards can as well enrich the whole community 
(ibid, p.38). The concept of self-realisation also adds another 
perspective, on top of Marx’s concept of alienation and concerns of pay 
and conditions, to understand that work should invoke ‘a sense of a 
person’s development over time’ (ibid pp.43-44).  
Some people remarked that creative labour often, via autonomy and 
self-realisation, let self-management turn into self-exploitation, ‘where 
the worker drives herself or himself harder and harder in order to 
achieve excellence, further status’ and to maintain the very freedom. 
Hesmondhalgh and Baker concluded that the creative labour ought to 
put effort in not prioritsing ‘their own self-realisation and self-esteem 
                                                
13 To be autonomous means ‘to be one’s own person’ and to be directed by things 
that ‘are not simply imposed externally upon one’ (Hesmondhalgh & Baker, 2011, 
p.39). In this research, to talk about the survival in the music industry, the creative 
labour interviewed talked more on the other important element, self-realisation, which 
is essential for them to persist in what they do. Therefore, this paper would not 
include much discussion on the concept of autonomy. 
14 As defined in the Oxford English Dictionary, self-realisation refers to ‘the fulfilment 
by one’s own efforts of the possibilities of development of the self’ (ibid, p.33). 
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over the well-being of others’ and to make ‘ethical choices’ about how 
much they should commit into work (ibid, p.226). 
In short, Hesmondhalgh and Baker explored the complexity of deciding 
work as good or bad and they established a model (see Appendix 3). 
The following findings would reference some features highlighted in the 
model to look more clearly at the industry and the survival of creative 
labour. 
 
5. Methodology 
This research intends to look at the room of survival of creative labour 
in music industry and compare the situations in Hong Kong and 
Taiwan. It looks to find out the tough conditions of music industry, the 
space and ways of survival of creative labour and the comparison of 
the two places by applying the concept of field.  
Since it goes from the perspective of creative labour and to find out 
their struggles in the industry, it is important to get first-hand 
information from the creative labour themselves including insider 
stories, personal experience and thoughts, to map out the clear picture 
of the industry and the creative labours’ rationale to live on. Interview is 
in many ways the suitable methodology. 
Interview is a method in media and cultural research that helps 
discovering people’s opinions and attitude. This method is particularly 
useful due to the fact that industry workers would find it familiar. By 
interviewing workers in the cultural industries, researchers can study 
the industries as workplaces, the way of happenings behind the 
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production process and the relationship of the workers to the 
audiences. Dorothy Hobson, who carried out an investigation of an 
evening British soap opera Crossroads in 1982, using both producers 
and audiences as subjects, is one of the first people who adopted 
interview for research (Stokes, 2013, p.92). 
By collecting direct feedback from respondents, rich data and new 
insights can be yielded, especially with physical observation on them 
that can provides additional information, as well as opportunities to 
clarify uncertainties (Minter, 2003, p.1). Despite the fact that media 
interviews and other kinds of interviews are different in terms of format 
and purpose, I, the researcher, being a practitioner in media, can still 
apply the equipped skills of collecting information through interview and 
the effectiveness of data collection can be maximized.  
This is a qualitative research. All interviews are semi-structured with a 
number of pre-set questions while welcoming some further input along 
the process to explore new angles. In order to grasp a comprehensive 
view of the music industry of the two places and to understand the 
room of survival in general, the selection of respondents covers 
different positions and levels—management, creators and performers; 
from well-established, to mid-career and comparatively new members 
of the industry. A total of eight interviews were done, four respondents 
are from Hong Kong while the other four are from Taiwan. I paid a visit 
to Taiwan for the chance to have a face-to-face conversation with 
some of the respondents there and to observe the environment they 
work in. Profiles of the respondents can be found in Appendix 4a and 
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ethically-approved interview questions are in Appendix 4b. 
Some respondents are members of my community partner, WOW 
Music, some are from my personal acquaintances and some are a 
result of snowball sampling, i.e. referrals of my respondents. Pseudo 
names are used in this paper. 
 
6. Findings 
Findings are categorised and presented into five sections: 6a and 6b 
reflect on the room of survival by discussing the music industry as a 
whole with Bourdieu’s field of cultural production and Hesmondhagh 
and Baker’s model of good and bad work; building on these, 6c, 6d and 
6e further investigate the survival of creative labour.  
 
6a. Findings—understanding Hong Kong and Taiwan’s music 
industry as a field of cultural production 
As Bourdieu’s work suggests, in the field of cultural production, the 
interrelations and actions of agents, together with the doxa and habitus 
are important. In music industry, creative labour’s survival is also 
closely related to different agents, including themselves, as well as ‘the 
way of game’ formed by them.  
Before looking at different agents: state, audience and creative labour, 
a simple comparison of the overall mentality of Hong Kong and Taiwan 
would be presented so to set a general image of the two places’ 
environment for creative industries. 
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Overall mentality of the places 
Bourdieu stressed on the importance to consider the roles of various 
agents, context and elements when evaluating the field of cultural 
production as a whole. For example, the work of art should not only be 
taken as a material production, rather, it should be seen with its 
symbolic production which is related to belief and value. Besides, 
history of a context should be taken into account, so should the social 
conditions (Johnson, 1993, p.37). Therefore, it is essential to compare 
the overall mentality of Hong Kong and Taiwan because the social 
context would absolutely exert influence to the actions and roles of 
agents within the field of music industry. 
Hong Kong 
Joan, a lady from Hong Kong who now lives in Taiwan and owns a 
creative brand (including music production), is convincing enough to 
provide some insights: 
     Hong Kong, due to the smaller space with high density, people are  
     more easily influenced by media. It seems to be a place that you  
     ought to obtain certain level of power or status, before you can    
     really do something, but there are no such prerequisites in Taiwan.  
     (Interview 6) 
Taiwan 
As for Taiwan, Joan suggested that: 
     the sense of culture and humanity is higher; mindset is freer.Taiwan  
     is not a highly developed place but the freedom in mind makes the  
     atmosphere less competitive. The place is very ‘chill’ which is its  
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     good side, yet, if you want to make big money, this would not be  
     your place. But with this mentality, Taiwanese can have more room  
     for trial and error. (Interview 6) 
The difference in mentality is certain, however, when talking about the 
use of new platforms such as busking, online media etc., both places 
ride on the same wave. More examples shall be seen in the other parts 
of the paper. 
 
State as an agent  
For the music industry to blossom, there has to be a favourable 
environment. This is not only work of the creative labour, but also with 
support provided by the state; the state is an important agent in the 
field. Generally speaking, by comparison, Hong Kong’s music industry 
has less state support for the moment. 
Hong Kong 
When talking about attitude in supporting music industry, Hong Kong 
government tends to play safe. Kwok, director of a record label, 
described Hong Kong government as ‘conservative’. She believes that: 
     while in Taiwan, creative labour have the chance to apply for grant  
     of one to two million New Taiwan Dollars to develop their music  
     proposal, Hong Kong government would have reservations on  
     whether the money goes to the right person and right place.  
     (Interview 1) 
 25 
But Kwok also acknowledged Hong Kong Arts Development Council15 
as at least an option in Hong Kong. The Council supported a project of 
local composer, performer and music activist Chi-shing Kung, which 
was to advocate busking. Kwok considered it as a step to help the 
younger practitioners in music industry. 
At the same time, the government is said to lack true passion in doing 
music events. Tay started his music career since the 90s. As someone 
who has gone through the journey of being a busker, later on a singer 
then now a composer, arranger and producer, he disapproves 
government’s intervention: 
     In Hong Kong, anything with the government’s intervention is  
     doomed to failure. … Success here comes as a result of the  
     commercial effort. …Hong Kong’s government has not been  
     supportive, but I’d prefer it to keep the hands off. The government  
     does not really want to do it; it does it because it has to. Their  
     mentality is, ‘we just want to get things done quickly like nothing has  
     happened and no risks taken.’ So if the government intervenes, it  
     certainly would make something entertaining to something  
     extremely boring. (Interview 3) 
Asking him to compare the state support of Hong Kong and Taiwan, 
                                                
15 According to its official website, Hong Kong Arts Development Council was 
established in 1995 under the Hong Kong Arts Development Council Ordinance, 
Chapter 472. It is a ‘statutory body set up by the Government to support the broad 
development of the arts in Hong Kong. Its major roles include grant allocation, policy 
and planning, advocacy, promotion and development, and programme planning.’ 
(HKADC website) 
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Tay reckoned that while Taiwanese state can be ‘assistance’ to the 
industry, Hong Kong’s one is ‘hindrance’. 
Taiwan 
As an agent influencing the music industry, in the investigation of its 
political economy, Taiwanese state’s support appears to favour the 
industry more. 
Liu, a Taiwanese busker at his twenties, sees a mutual (not just top-
down) interaction between the government and the creative labour16. 
He explained: 
     when the government gives support, there implies freedom for  
     creative labour to develop. When creative labour can be active in  
     participating in music events such as music festivals, they can also  
     let the government notice their existence. I see this as a virtuous  
     cycle. (Interview 7) 
He recognised the freedom he enjoys as a creative labour. His 
observation offers insights: firstly, in Taiwan, they have chances to 
actively find various platforms, secondly, the role of the government is 
vital to an outcome like such. 
Liu is not the only one giving credits to the Taiwanese government. 
Joan also told me that in Taiwan, there are many grants provided by 
the government via the Ministry of Culture17. As a rough impression of 
                                                
16 See Appendix 5. 
17 From the official website, ‘the Ministry of Culture of the Republic of China (Taiwan) 
was established on May 20, 2012. The Ministry oversees and cultivates Taiwan’s soft 
power in the areas of arts and humanities, community development, crafts industry, 
cultural exchanges across the Taiwan Strait, international cultural participation, 
heritage, literature and publishing, living aesthetics, TV, cinema, and pop music.’ (The 
Ministry of Culture of the Republic of China (Taiwan) website) 
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hers, every half a year, there could be up to a hundred bands 
benefited. The support can cover music production and even marketing 
(Interview 6).   
Ki, founder of one of the most popular indie music brands in Taiwan, 
sees a progress of the performing opportunities in the recent decade—
not only in commercial activities, but the counties and cites, like in 
Taichung, Keelung and Kaohsiung, are having more events which 
intend to look for various music performers, especially audience now 
prefer live music to lip synch of idols (Interview 5). 
To conclude, in the field of music industry, government is definitely an 
agent that can influence the doxa within. The policies and extend of 
support often set the dispositions which shape practices in the field. 
From the opinions of respondents, we can see that the Hong Kong 
government is doing a less effective job in supporting the music 
industry. Despite having the ADC, grants for music project is lesser 
than Taiwan which is with the Ministry of Culture, that includes a 
ministerial department specifically called ‘Audiovisual and Music 
Industry’. 
 
Audience as an agent 
Another agent in the field would be audience. Undoubtedly, part of the 
doxa of the the music industry is to cater for their audience. It is not fair 
to compare Hong Kong and Taiwan with the population size of 
audience, therefore, I would compare their attitude instead. 
Hong Kong 
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Candace, an active singer-songwriter who targets both local and 
Taiwanese markets, compared the audience of the two places. To her, 
Hong Kong fans are more passive, in her words, they ‘move a step 
when you push them to’. They also seem to be less passionate in 
music than Taiwanese (Interview 4). 
Tay shared a story which may shed some light. He recalled the time he 
busked in Stanley years ago. People gathered when he and fellow 
performers were setting up. Once they started to sing, people 
dispersed immediately once they found that they did not know the 
song. They also received complaints due to the noise made. 
Hong Kong audience’s conservative mindset is a reason that makes 
the music industry difficult. Tay commented that Hong Kong audience 
‘tend to follow what others say’. Also, once they determined someone 
as old-fashioned, they would not give him a second chance or judge 
again with his newer pieces. 
He  explained with the example of pop singer Eason Chan. Ever since 
the time when his album of fast-paced songs could not make a hit, the 
following songs have then all be safer picks (Interview 3). 
The two creative labour did not try to criticise all Hong Kong audience, 
however, their examples tell the general attitude of the mass. 
Taiwan  
Candace described her Taiwanese fans as ‘having more solid 
psychological state’, ‘if they like you, they can be very loyal’ (Interview 
4).  
‘Loyal’ seems to be a widely-agreed feature of Taiwanese audience. Ki 
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appreciates the audiences who have supported the indie brand for 
years: 
     Some listened to the first album of our singer during their time at  
     high school, then the second album at university, later on the third  
     one when they started to work. To them, it is like ‘growing up  
     together’. Some fans would even invite our singers to be wedding’s  
     performers because they knew their partners at their concert.  
     (Interview 5) 
Shu, drummer of an indie band, shared that in Taiwan, although the 
way consumers listen to music is still passive (broadcasted are mostly 
main stream music), there is a rise in audience going for indie music, 
some of them are even ‘maniac’ (Interview 8).   
Audience is an agent in the field that affect the actions of the 
practitioners in music industry. Creative labour act, react and 
accumulate capital according to the negotiation with audience, as an 
agent of the field. Generally speaking, Hong Kong audience appear to 
be more conservative and this may limit the room for creative labour in 
doing music. 
 
Creative Labour as an agent 
Despite the difference in general mentality of the place, extent of state 
support and attitude of audience, certain ‘rules of the game’ are similar 
in Hong Kong and Taiwan’s music industry. Under the umbrella word of 
the agent ‘creative labour’, a lot can be discussed, but in this part, one 
manner of creative labour would particularly be highlighted, that is the 
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reluctance to give chances to the younger, this has directly made 
survival more difficult. 
Hong Kong 
As told by Don, a young composer, arranger and producer, in the 
music industry, there are not many people who have the ‘courage’ to 
let new comers work for them. Lyricists suffered from even less 
opportunities than composers18 (Interview 2). 
Some respondents reckoned that the veterans are less supportive to 
the newer generation, making the situation more pathetic for some 
creative labour. 
Taiwan 
Shu depicted the same problem of Taiwan with comparison to Japan. 
He believed that veterans helping out new comers is in fact mutually 
beneficial. He learnt from Japanese musicians that Japanese have a 
culture of seniors mentoring juniors, which is something Shu yearns for 
in Taiwan (Interview 8). 
To conclude, in terms of overall mentality, agents of state support and 
audience, Taiwanese creative labour have an edge to develop in the 
industry. However, on manners of veterans and systems within the 
field, Hong Kong and Taiwan are similar and creative labour look for 
space to survive. 
                                                
18 Part of the reason is due to the fact that there are highly reputable veterans in the 
industry who would be more preferred. Another reason is about the system. The 
procedures of selling a song in brief are: composer writes a melody, then he or she 
finds a lyricist to write lyrics, afterwards he or she looks for a demo singer to sing the 
song, the next step is to send the song to record labels for them to choose. If the 
song is picked, there is a possibility for the record label to just take the melody and 
find another lyricist for new lyrics. That said, the opportunities for new lyricists are 
even rarer. This system of rewarding composers is more or less the same in Taiwan. 
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6b. Findings—apprehending music industry better by the model of 
good and bad work 
Working in the music industry is not easy; understanding survival is to 
see how people overcome the bad with the good. In the music industry 
of Hong Kong and Taiwan, the adversities mainly fall in the features of 
wages, working hours, overwork and risk developed in the model. 
Hong Kong 
One example demonstrating all these would be the reward system of 
composers. To add on footnote 18, after spending hours to produce 
their pieces19 and sending to music company for selection, the 
company can actually hold a piece without paying any reservation fee. 
Out of courtesy, the composer would not sell the song to other 
companies when the previous one could be potentially used. When the 
company finally uses song, they will pay an advance payment of two to 
four thousand Hong Kong dollars (for newer composers) and only pay 
them more when they make enough profit (Interview 2). 
The revenue of composers (and lyricists) are mainly through selling 
CDs, play rates and downloads. However, CD sale and streaming are 
not rewarding at all20. For arrangers and producers, income could be 
                                                
19 While some fellow composers do a demo by simply playing the piano and doing the 
record at home, or even with phone, Don believes he is taking a serious way. He 
arranges, does quality record and polishes everything. Not counting the time needed 
for having inspiration, he spent approximately twenty hours to produce one demo 
(Interview 2). 
20 Don gave some figures of such: one of his songs could only earn him less than 
twenty Hong Kong dollars despite being played on a streaming application for over 
ten thousand times. As for CD, if a CD contains ten songs and is sold at the price of 
ninety Hong Kong dollars; one song is from him and he could only earn less than one 
Hong Kong dollar for each sale of CD (Interview 2). 
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more secured because the system is on lump-sum basis. Especially 
due to the small size of Hong Kong market, the situation is very tough; 
unlike in Korea, a hit song can earn the composer a property (Don, 
Interview 2).  
Taiwan 
The reward system is similar in Taiwan as I repeated confirmed with 
my respondents. The risk, or lack of security can also be reflected in 
how people may underestimate the effort of creative labour. Case of 
disrespect still exist. Liu shared a story of his: 
     Once I promised to perform for an opening of a shop in Kenting.  
     Because it was an invitation made by an acquainted person, so I did  
     not talk about the fee till the day before. The representative said  
     they did not prepare a budget but promised to make it up for me  
     after the 4-day performance and let me place my ‘tip box’  
     along. After I arrived Kenting, because of their mistake, I could only  
     perform on one day. I told them the money earned could not cover  
     my expense for this trip and I just requested for a very basic fee of  
     six thousand New Taiwan Dollars, at last they only promised to give  
     me three thousand and two hundred. I think it is really disrespect.  
     (Interview 7). 
Liu said he does not always encounter experience like such. But from 
this example, a smattering of the industry can be seen.  
There are similar bad work features in music industry of Hong Kong 
and Taiwan. Practitioners often put in much effort and time in their work 
but that may not guarantee them with fabourabe rewards or stable 
 33 
jobs. In the process of cultural production, there are struggles caused 
by the dominant group of people who possess either power in money 
or power in determining the market.  
 
6c. Findings—learning how creative labour survive by applying 
different forms of capital 
Capital is the asset of the agents to endeavour to succeed in the field. 
In this research, it can be seen how the creative labour’s application of 
capital is a process living with habitus and negotiating with doxa. To 
put it simpler, creative labour make use of their capital to live and 
negotiate with the ways the game goes, in order to find their room of 
survival. 
As mentioned in the literature review, in the field of cultural production, 
Bourdieu considered symbolic capital and cultural capital to be 
particularly important, levels of economic capital are relatively low. In 
the music industry of Hong Kong and Taiwan, to a large extent these 
apply. More precisely and going from the perspective of creative 
labour, cultural capital is what they value most while economic capital 
seems to be the least they value. This is something creative labour of 
both places claim, probably due to the fact that rationale inside the 
industry is largely similar although there is difference in the two places’ 
mentality and environment.  
Capability (實力 in Chinese) is what my respondents always prioritise 
among all. By capability, they literally mean the ability in doing music. 
Cultural capital can appear in three forms as explained previously, but 
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here my respondents are mainly referring to more to the embodied and 
institutionalised than the objectified state. They also place different 
levels of emphasis in other forms of capital, depending which stage of 
career they are at. 
Hong Kong 
Significance and application of cultural capital  
There are a few examples which can discuss about cultural capital. 
Being at a managerial level, veteran Kwok recognises the increasing 
platforms for new comers of the industry, naming rising singers Kayee 
Tam21, Yip-kwan Ng22, as successful examples of gaining their 
popularity from online platforms. 
But with the available platforms, ‘they still have to work hard in making 
and sharing music, accumulating fans’. Nowadays audience no longer 
merely want good-looking idols, it is particularly important that ‘one can 
sing’; especially there is occasionally the need to explore the Mainland 
market where there are many talents. 
Even for backstage labour, Kwok sighed about how she has witnessed 
many people easily come and go. She recalled that when working for a 
big music group, there could be up to a hundred applications, they 
filtered the candidates and selected the most suitable one, but that 
person could not even pass probation. 
One of the problem in this industry is, ‘people have false fantasy in it’. 
Some only see the glamourous sides of it, a lot of them cannot stand 
                                                
21 As of 7th July, 2016, the number of subscribers of her YouTube channel is over 
100k. See Appendix 6a. 
22 Also known as Kwan Gor, whose YouTube channel has subscribers over 140k as 
of 7th July, 2016. See Appendix 6b. 
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the hardship. Kwok emphasised that to be in this field, one ought to 
have the ability to do music and more importantly, the love in music 
(Interview 1). 
Although not spoken by Kwok, to relate it back to the mentality of Hong 
Kong as analysed in the previous content, the comparatively pragmatic 
style of Hong Kong people could be a factor explaining why some new 
comers psychologically are not solid enough to strive for success. 
Tay as well values cultural capital and love in music as keys to survive, 
‘especially at such time with a lot of competition’. Tay’s case is 
particularly noteworthy of how, theoretically speaking, it gives 
‘supplement’ to Bourdieu’s concept. 
At Bourdieu’s time and social context, he noted that accumulation of 
cultural capital comes easy with ‘families endowed with strong cultural 
capital’ and ‘the accumulation period covers the whole period of 
socialisation’ (Bourdieu, 1986, p.19); while the institutionalised state of 
cultural capital also grants someone the ‘performative magic of the 
power’ to ‘impose recognition’ (ibid, p.21). Without rejecting this notion 
of the French intellectual, in music industry nowadays, there is also a 
high possibility of ‘working and learning at the same time’ (邊做邊學 in 
Chinese).  
Recalling his path nurturing the music knowledge, Tay did not come 
from a family with strong music background. He took music as 
supplementary course along the study of information technology at 
university. In his opinion, music knowledge obtained at school is not 
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what helps the most: 
     What school teaches you about creating (popular) music is  
     something technical but when you start working in this field, you  
     know it is not just about being technical. Technical knowledge is  
     something basic, like knowing how to walk, yet, what you need to do  
     is to dance. When you work in the field, you can gradually grasp the  
     sense. (Interview 3) 
In music industry nowadays, cultural capital possessed by a creative 
labour may not essentially be outcome of his socialising process or 
family background along the period he or she grows up, it is more 
about grasping the sense when you have the chance to work. 
 
Application of other forms of capital 
To survive in the field, a mixed application of different forms of capital 
is preferred. Cultural capital is the top of all but the significance of the 
other forms of capital should not be neglected.  
The career-wise more mature creative labour seem to mention more 
about managing the social connections, i.e. social capital. The power of 
a record label is shown through how they can bring an artist to the eyes 
of the main stream. It is true that social media and other new platforms 
give new comers easier assess to the industry, however, after all, as 
mentioned in the previous section, creative labour ought to ‘accumulate 
fans’ (Interview 1, Kwok). Relations with fellow members of the field is 
also important, whether you know how to ‘get along with people and 
things in the industry’ (Interview 3, Tay). But from Tay’s example, his 
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capability and experience brought him top awards, it too shows how 
other forms of capital have built symbolic capital (his awards). 
To a newer practitioner of the industry, such as Don, who started his 
career learning from and working for a renowned musician, would also 
value social capital. He revealed that at the beginning, some 
opportunities came from the connection of, or directly from his boss 
(mentor).  
Reputation, which theoretically can be put as symbolic capital, is 
another element he labelled as ‘really important’. Don’s belief in gaining 
opportunities through social connection illustrates the convertibility 
among different forms of capital23. 
He claimed that economic capital could be the least important, unless 
‘one is as wealthy as being able to bring up a number of new comers 
and gain benefit out of them’. But if one has established symbolic 
capital (reputation) well enough, very often it acts as pressure to music 
company, just as how a famous lyricist can seek guarantee from music 
company to plug all his pieces. Music company would usually give in to 
his status. In that case, it can be a vicious cycle—pushing up the 
threshold for new comers while indulging the veterans to forgo quality 
(Interview 2). 
 
 
                                                
23 In Bourdieu’s study, like economic capital, other forms of capital are not equally 
shared among social classes. At the same time, different forms of capital can be 
‘mutually convertible under certain circumstances’, only that ‘they are not reducible to 
each other’, for example, owing economic capital does not essentially represent 
possession of cultural or symbolic capital (Johnson, 1993, p.7). 
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Taiwan 
As stated, the major difference between Hong Kong and Taiwan’s 
music industry lies in the environment and general mentality, while the 
rationale within the industry is similar.     
 
Significance and application of cultural capital  
When prioritising cultural capital, both Hong Kong and Taiwan’s 
creative labour speak in one voice.  
Not until recent years, does Taiwan have training at schools for music-
related management. For the good of the whole industry, it is believed 
that not only performers or musicians, the quality of backstage staff 
should also be enhanced (Interview 5, Ki). But the format of ‘working 
and learning’ is still possible (Interview 6, Joan). 
Although with rising platforms, new creative labour can get an access 
to the industry, ‘it is just moving from an elementary to mid level, 
whether one can move from mid level to a high level, it depends on 
whether he or she needs more professional assistance. This is the key 
factor of the upcoming time of music industry’. All in all, capability is still 
the most important. ‘All creative industries come from creativity, without 
sustaining good quality of products, the new will replace the existing.’ 
(Interview 5, Ki).  
In the comparison of different forms of capital, Ki made a remark: 
     big hits may not be good songs; good songs may not be big hits.  
     This is something one can hardly control, the most important is  
     whether the creative labour have put in effort or enjoy themselves  
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     during the process. If we have to convert the products into money or  
     fame, we have to realise the fact that it is not something up to our  
     say. (Interview 5) 
This has quite precisely summed up the essential existence of cultural 
capital while all the others are relatively inconstant. 
 
Application of other forms of capital 
Same as the creative labour in Hong Kong, when talking about how 
they live in the music industry, Taiwanese’s opinions also depend on 
which positions they are at. 
Cultural capital (capability) is still what everyone sees highly. Most 
respondents would not claim economic capital as very important, 
except for Joan, who is aware of her responsibility to guarantee the 
living of her artists. ‘More money is like a bigger stone; you throw in to 
water and see more splash’. When she does not own as much 
economic capital, she explores new ways to survive on (which will be 
elaborated in the following parts of this paper); she would not sign fixed 
artists before she is certain that she can take care of their living 
(Interview 6). 
As for the others, social capital can be an important element to build 
their symbolic capital. The so-called ‘connections’ they need may not 
be those providing immediate opportunities, sometimes it can be an 
‘invisible’ form of help, such as spiritual support, or little favours 
(Interview 7, Liu). 
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Socialising may not be a pleasant thing for them sometimes, but 
practically speaking, they see it as something ‘compulsory’. More 
importantly, they bear the faith in how music itself is something good 
and the nature of interaction with fellow creative labour is something 
positive (Interview 8, Shu). 
To conclude, the rationale within the music industry is similar in Hong 
Kong and Taiwan. Creative labour believe cultural capital is what they 
must possess. The variety of platforms means they may get easier 
access to the industry, but it also implies that the competition is keener 
and cultural capital is what empowers them to carry on to be in the 
industry. At the same time, the fluidity of capital can also be seen, just 
as accumulation of cultural capital can very possibly happen along the 
process of working. 
 
6d. Findings—realising the importance of flexibility and creativity 
to survive 
One of the very strong impressions given by the respondents in this 
research is, being in an industry which nature is fast-changing, the very 
key factors that these creative labour rely on are flexibility and 
creativity. These are factors commonly embraced by both places. 
These echo with the understanding of Bourdieu in a field that agents 
can apply strategies24 as ‘function of the convergence of position and 
                                                
24 Strategy is ‘a specific orientation of practice’, it is also a ‘product of habitus’ and ‘is 
not based on conscious calculation but rather results from unconscious dispositions 
towards practice. Strategy is also affected by position of agents and questions over 
that confrontation happens, i.e. basing on the search of solution in struggles 
(Johnson, 1993, pp.17-18). 
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position-taking mediated by habitus’ (Johnson, 1993, p.17), highlighting 
how creative labour have to be flexible and creative with what they 
possess in order to combat struggles and survive. 
Hong Kong 
Respondents at various positions observe the industry and apply their 
strengths to survive respectively. As a singer-songwriter, especially 
comparing to Taiwan, Candace highlighted that in Hong Kong, she has 
never experienced and benefited from the time when there was 
distance between artists and fans (with less advance social media); 
while in Taiwan, it is still not that easy to meet artists because 
geographically larger in size. She needs to make good use of social 
media to accumulate fans. Despite that as a singer, she is often 
bewildered by priortising writing songs, managing social media or 
getting herself groomed as her main task, still, she understands the 
importance of managing her popularity and status well before she can 
focus on music. 
Candace also talked about the fast pace in Hong Kong, where the span 
of a product is short and can quickly be replaced by the new ones. She 
admitted that artists have to be multi-functional to survive in conditions 
like such. To grasp every opportunity to learn essential skills more 
quickly than the others is the way to equip herself. At the same time, 
she develops herself as an artist with diversity to carry on for her music 
dream (Interview 4). 
While some develop diversity for music dream, some explore specialty 
to open up their survival. After experiencing ups and downs as a 
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composer and singer in pop music, Tay started to do commercial 
jingles and film soundtracks by coincidental chance. He gradually 
builds his reputation and is now the very outstanding talent of the film 
soundtracks area, having won the very top local awards (Interview 3).  
The change in strategy of Kwok’s record label is also an example to 
illustrate flexibility and creativity of surviving creative labour. From 
previously being able to focus on doing music (when they can still 
make profit) to now as well working on marketing, looking for 
endorsement and artist management etc. (Interview 1) 
Don, the young composer, facing the reward system which is not 
beneficial to composers and lyricists, insists to also do arranging and 
producing to guarantee income; he opted to start his music school and 
to work on regular basis with major media to sustain the living 
(Interview 2). 
Taiwan 
Taiwanese creative labour also find their room of survival with flexibility 
and creativity. The approaches they adopt are tied in the mentality in 
Taiwan, such as the stronger sense for creative and cultural industries, 
loyal audience etc. 
For example, to share the market with main stream pop music can be a 
concern but may not be an obstacle for indie music brand. Knowing 
their position and targeted audience in the market, they choose to 
avoid the peak time when doing promotion for evading direct 
competition. To accumulate fans, they even purchased iPods and lent 
 43 
space at coffee shops and salons25, where people of similar taste 
would spend time at, to place and play their songs as promotion 
(Interview 5, Ki).  
With loyal and passionate audience, buskers may find their heaven on 
streets. As Liu the busker claimed, street performance is something he 
would try his best to carry on; street is his music festival. Sometimes he 
even avoids performing in extremely commercial events because he 
dislikes the nature (Interview 7). 
Cross-collaboration is also a new way-out. Joan reckoned that creative 
labour in music industry are now exploring and trying to create, just as 
herself and her brand, she looks for collaboration with artists of 
different forms of arts to work on music projects (Interview 6).   
To conclude, creative labour in music industry understand the doxa of 
the field, they make use of the capital they possess, via their habitus, to 
negotiate within and survive. To put it less theoretical, creative labour 
are flexible and creative enough to fit in the difficult situation of the 
industry, or to find ‘cracks’ to live on and they actually can survive.    
 
6e. Findings—acknowledging perseverance of creative labour as 
key to survive 
As elaborated above, the good work features often overpower the bad 
work features and this is what drives the creative labour to survive 
through struggles. This can well be concluded with the word 
                                                
25 See Appendix 7, which shows the settings of the brand’s place combining music 
library, coffee shops, music and other creative products shop. Photos also show the 
iPods playing their songs. 
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‘perseverance’. Perseverance is well fuelled by one of the important 
concept of Hesmondhalgh and Baker’s model, self-realisation. This can 
be observed in both Hong Kong and Taiwan. Self-realisation can be 
demonstrated in various ways. 
Hong Kong 
Self-realisation comes in not forgetting the music dream. Candace 
commented that Hong Kong is too fast and instant. Creative labour 
may ‘forget the origin’ (忘本 in Chinese), i.e. forgetting about what they 
wanted to do in the first place; and sometimes may not be well trained 
on basic skills. This, together with the more materialistic mentality, 
often troubles creative labour with conflict between ‘making a living’ 
and ‘pursuing dream’. Despite that, they are not thinking of giving up, 
as Candace revealed with great determination, ‘I hope one day I can 
also have my own Seung Hoi Tan (上海灘)26. Though she recognises 
Taiwan as a better place for creative industries, her goal, as a Hong 
Kong singer-songwriter, is to be the bridge of the two places (Interview 
4). How she arduously persists in the industry is an illustration of how 
she finds her value in her job.  
Self-realisation also seems to be further strengthened when creative 
labour find their room. Tay severely criticised the unreasonable demo 
and reward system (as explained above), for this, he described doing 
pop music as possibly the worst job. But he sees doing film soundtrack 
and commercial jingles as definitely a good job. All in all, despite that 
                                                
26 Seung Hoi Tan is theme song of the 1980’s TV series the Bund. The song is a 
classic in the local market and that period is regarded by many as golden age of 
Hong Kong’s popular culture.  
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doing music is not because one can see profitable opportunities, it is 
about how one cannot resist the love in something, he encourages new 
comers to try (Interview 3). 
Creative labour in the music industry believe that genuine love in 
music, with the satisfaction gained, will make people stay; those who 
do not have such will fade from the industry gradually.  
Taiwan 
Self-realisation is also lived up through the creative labour’s respect in 
their own profession and work. When asked about the ‘exploitation’ 
problem, the respondents did not make serious complaints. They 
stressed on how they would stand firm when dealing with pay 
negotiation and reject unreasonable offers. They regard this as ‘respect 
to their talents and work’ (Interview 6, 7, 8; Joan, Liu, Shu). This does 
not only echo with Hesmondhalgh and Baker’s idea (included above) of 
that creative labour have to make ‘ethical choices’ about how much 
they should commit into work, it also demonstrates creative labour’s 
own values in themselves and their work. 
The respect and love in music result in the creative labour’s 
perseverance. Joan recalled the time when she first stepped in 
Taiwan’s music industry, she was not acquainted with the local artists, 
nor was she a knowledgeable music person, but she remembered the 
powerful vitality in the performance and in performers’ passion.  
Is what she does a good job? She said ‘no’ but it is definitely a positive 
answer in terms of achievement in life (Interview 6). 
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Her fellow creative labour in the industry, Ki reiterated when talking 
about the hardship and struggles, ‘you are the one to create room. 
When you see a problem, just tackle it instead of groaning.’ (Interview 
5) 
From what the two places’ creative labour shared, there are distinctive 
features of Hong Kong and Taiwan, significantly, the latter enjoyed 
better auspices, opportunities and more favourable environment in 
developing the industry, yet, the ‘never-say-never’ attitude of the 
creative labour in two places has left a strong impression that 
perseverance is definitely firmly and commonly embraced by them. 
 
7. Direction for future research and conclusion 
This qualitative research goes from the perspective of creative labour 
and aims to find answers, at the approach of comparing Hong Kong 
and Taiwan, for the room of survival of creative labour in music 
industry. It goes firstly understanding the difficult situation in music 
industry, then looking at how creative labour survive.  
It depicts how creative labour survive in the chink of the hardship. To 
imply it further, it is also important to look from a top-down perspective, 
to see what practical measures can be applied in response to the 
creative labour’s effort and struggles. Looking at the case of Hong 
Kong and Taiwan, it is not fair to say there is totally no support at a 
macro sense, however, especially in Hong Kong, the music industry is 
to a large extent fuelled with the effort of the creative labour. 
In this research, with Bourdieu’s concepts, we understand music 
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industry as a field and we can spot a few important agents that are 
influential in this ‘game’, which are state, audience and creative labour 
themselves; the mentality of a place 
should also be considered. By comparison, Taiwan enjoys better 
support and more opportunities provided by the state, at the same 
time, the place contains audience who are more loyal and passionate. 
These ‘functions’ provided by the agents contribute to the formation of 
habitus and doxa in the field; exerting influence on how creative labour 
can explore room of survival in the industry by acquiring and applying 
various forms of capital.  In general, Taiwan is truly a place with a 
stronger sense and more ‘tolerant’ atmosphere for creative or cultural 
industries. But the practices and attitude of creative labour within are 
similar to Hong Kong.  
To put the difficult condition in a more concrete way, referencing to 
Hesmondhalgh and Baker’s good and bad work model, it is observed 
that there are similar bad work features regarding wages, working 
hours, overwork and risk etc.  
To conceptualise the approaches that creative labour adopt to survive, 
we define them with Bourdieu’s concept of different forms of capital, 
with which it is found that cultural capital is the most significant, 
together with social capital and establishment of symbolic capital, while 
economic capital plays a less important role. 
Key factors observed in this research for creative labour to survive are 
creativity with flexibility, as well as perseverance. It is not that these 
creative labour do not realise what kind of conditions they are in and 
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they also have witnessed those who have quitted. However, to them, 
the love in music and self-realisation have made them adamant to 
carry on and resist all adversities including the so-called exploitation 
problems. We may even consider that creativity, flexibility and 
perseverance are the quintessence of the creative labour that support 
and come before the acquisition and application of capital in the way of 
survival. 
To compare the two places, in a macro sense or atmosphere-wise, 
Taiwan has outclassed Hong Kong but the logic within the game, 
approaches and mindsets of creative labour can be similar. These 
findings gave me a feeling that music industry, or to expand it to 
creative industries, there is always a strong vitality from the people 
inside, who mostly are those with enthusiasm and creativity. They 
provide these crucial elements to keep the industries alive. 
Music industry still exists because music never dies. However, it should 
not be justified that creative or cultural industries should naturally or 
‘deservedly’ go as the way it is because passion of creative labour 
should not be taken for granted. ‘Room of survival’ is an optimistic yet 
also pathetic description; this tag should one day be removed from 
these valuable industries. 
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Appendix 1 
‘Global Music Market 2015 in Numbers’ (Global Music Report 2016: 
State of the Industry Overview, p.4) 
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Appendix 2 
The field of cultural production in the field of power and in social space 
(Hesmondhalgh, 2006, p.213) 
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Appendix 3 
The model of good and bad work by David Hesmondhalgh and Sarah 
Baker (2011, p.39): 
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Appendix 4a 
Profiles of respondents interviewed: 
 Location Respondent’s position Introduction 
1 Hong Kong Record Label Director Been in the 
industry for 
approximately 30 
years 
2 Hong Kong Composer, Arranger and 
Producer 
Born in the 80s; 
now starting to 
gain some 
reputation and 
building on 
3 Hong Kong Composer, Arranger and 
Producer for Commercials 
Jingles, Film Soundtrack 
and Pop Music 
Was once a 
singer, became a 
Hong Kong Film 
Awards awardee 
which recognises 
his success in 
shifting to other 
roles of music 
production 
4 Hong Kong Singer-songwriter Active for 
approximately 6 
years, pop music 
idol; developing 
her market in both 
Hong Kong and 
Taiwan 
5 Taiwan Founder of a Record Label 
/ Coffee Shop / Music Shop 
Worked in 
commercial label; 
now doing indie 
music in his ‘multi 
-direction’ music 
brand 
6 Taiwan Creative Brand (including 
music) Owner 
Hongkonger in 
Taiwan; worked in 
commercial record 
label and now 
exploring her way 
with her creative 
brand 
7 Taiwan Busker (drummer) Accumulated over 
30k likes on 
personal social 
media page,  
acknowledging 
street as a main 
stage other than 
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main stream music 
platforms 
8 Taiwan Drummer of an indie band Actively 
establishing their 
popularity with 
different platforms 
and exposure in 
events 
*All interviews were carried out on a face-to-face basis, except 
Interview 8, which was done through electronic communication. 
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Appendix 4b 
 
In-depth interview questions (questions’ content and sequence may be 
slightly adjusted according to different interviewees and stages of 
research): 
 
1. How do you see creative industries in the place(s) and market(s) 
you work in? 
2. Can you tell me more background of the market(s) based on 
your knowledge? 
3. What are the advantages and disadvantages do you think the 
market(s) possesses? 
4. Any features would you like to highlight? 
5. If you work in both Hong Kong and Taiwan, how would you 
compare the two places, in terms of audiences, marketing 
strategies, background etc.? 
6. How would you twist your planning when catering the two 
markets? 
7. Any special stories or experiences that you can share with me? 
8. Can you share some statistics or figures or examples that may 
serve as reference to study the difference of creative industries 
in Hong Kong and Taiwan, for example, the use of social media, 
the response of audiences on different platforms, the sales 
figures of products promoted on different platforms etc.? 
9. How would you comment on the differences along time, i.e. 
comparing the past to now? 
10. Is the dominance of digital culture playing a big role in your 
work? In what ways? 
11. How would you make use of digital culture? 
12. What is the most important ‘trick’ to use it? 
13. With the rise of social media and the Internet, the distance 
between practitioners and audiences is narrowed, audiences are 
also having more channels in adopting various music or 
entertainment they want, how are creative industries influenced 
in this sense? 
14. Do you think it is a boost or drawback to creative industries?  
15. Do you like or hate the dominance of digital culture? Why? 
16. Besides digital dominance, what are the key factors shaping or 
influencing your work? 
17. If someone says, ‘to Taiwanese Hong Kong’s creative industries 
would be a way-out’ or to ‘Hongkongers Taiwan’s creative 
industries would be a way-out’, how would you comment on 
these? 
18. How do you see the future of creative industries in the two 
places? 
19. All in all, do you think it is now a better or worse timing for 
creative industries? How the industries can be sustained? 
20. Other questions in related directions. 
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Appendix 5 
The flow Liu (Interview 7) described about the relation between the 
state and creative labour 
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Appendix 6a 
YouTube channel of Kayee Tam 
(https://www.youtube.com/user/KayeeTamClips/about): 
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Appendix 6b 
YouTube channel of Yip-kwan Ng 
(https://www.youtube.com/user/james1990418/about): 
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Appendix 7 
Photos of shop of Ki (interview 5): 
 
